The murals of the Piccolomini
The method employed in apprehending a programme is through an iconological study combined with an investigation into the specific nature of the interests and beliefs of the patron. For this purpose, the most useful resource is the extant remainder of Cardinal Francesco's once rich collection of manuscripts. Both Pius II and his nephew were avid bibliophiles, seeking out, borrowing and having copied texts for their own collections (16). Heir to many of his uncle's manuscripts and an astute collector in his own right, Cardinal Francesco was also the dedicatee of numerous contemporary humanistic treatises. Shortly before his death in 1503, Francesco despatched many of his codices to Siena to be retained in the Piccolomini Library. Of these, a large proportion were purchased en bloc by Fabio Chigi in the seventeenth century and are now preserved in the Chigi foundation of the Biblioteca Apostolica Vaticana (17). The content of these manuscripts, and others proven to have belonged to Cardinal Francesco, provides a key to unlocking aspects of his knowledge, interests and beliefs, and thus a key to the programmatic content of the library decoration.
One characteristic of the vault decoration is the recurrence of at least two sets of quadruplets, which fact forms a starting point for the present interpretation. Identification has long been made ( Figure 2 ) of the four putti on either side of the central coat of arms as personifications of the seasons. Another foursome appears, positioned in pairs at either end of the vault: these are personifications of four virtues, three of which are safely and unanimously identified as Wisdom (Figure 2 , top left), Charity (bottom left) and Peace (bottom right): the fourth (top right) is subject to varying interpretation (18). In numerological symbolism, the number four has had a long-established and particular significance since the time of Pythagoras. He proposed that the tetrad was the all-inclusive principle of the cosmos and that its pattern pertains throughout the whole of creation. Passed down by the Neo-Pythagoreans, this notion of the cosmos was also repeated in the works of Plato, Aristotle, Plutarch, Ovid and Lucian (19) . It is reflected also in Saint Augustine's numerology, in which four is the number of the created universe in time, presented as teleological proof of divine order, evidenced through the four parts of the earth, the four winds, the four times of day, the four seasons and the four elements (20).
The tetradic tradition began with Pythagoras's identification of four basic conditions: hot, cold, moist and dry. Ranged between these were the four elements of fire, air, earth and water. The elements were thus considered to consist of the following mixture of qualities: fire a hot-and-dry quality; air a hot-and-moist quality; earth a cold-and-dry quality and water a cold-and-moist quality. In physiological and medical discourse, the body was understood to be constituted of four humours, an imbalance between which caused illness (21). The same humours were thought to determine a person's psychological temperament: the prevalence of the humour of blood led to the sanguine temperament; black bile to the melancholic; phlegm to the phlegmatic and yellow bile to the choleric. These tetrads were conceived to be locked into a system of equivalence, whereby each condition, each element, each season and each temperament were considered to be directly related (22).
This system of equivalence is encapsulated diagrammatically in the first printed edition (Augsburg, 1472) of Isidore of Seville's De natura rerum (Figure 7 ) (23). In the diagram, a simplified illustration of the natural sciences, the outer ring of the mundus shows the four elements of ignis, aer, aqua and terra, each flanked by its associated conditions, as above. In the adjacent, smaller ring are shown the four seasons of the annus. Innermost appear the four temperaments of homo. All are integrated into a harmonious unit, epitomising the Renaissance world-view. Similarly, the frontispiece of the 1502 Nuremberg edition of Conrad Celtis' Quattuor libri amorum, a long Latin poem based on the tetrads, is inscribed in each of the four corners with the name of an element, its corresponding temperament and one of the four seasonal winds (Figure 8 ) (24). Clearly tetradic theory was known and understood in Renaissance culture.
In the Piccolomini library vault (Figure 2) , sandwiched between the two pairs of seasonal putti and the two pairs of virtues, appear the two large classicising scenes of Diana and Endymion and The Rape of Proserpine, with their four principal figures of Diana, Endymion, Proserpine and Pluto. It is proposed below, with reference to established iconography, that these figures allude, alongside their mythological significance, to the tetrad of the four temperaments.
Codices in Cardinal Francesco's possession confirm the widespread credence given to the tetradic theory, as evidenced by the following examples. Ambrogio Massari, master general of the Augustinian Order from 1477 until 1484, had presented to Francesco in 1460 his treatise De animarum dignitate, which the cardinal despatched to Siena for retention in the Piccolomini library (25). Making wide-ranging references to patristic and philosophical literature, Massari cites in his discussion of the nature of the soul Empedocles' theory that the soul is constituted of the principles of the four elements (26). Marsilio Ficino's In convivium Platonis de amore, composed in 1469 and dedicated to Francesco Piccolomini, the manuscript of which also arrived in Siena, includes reference to the four elements (27), the four humours (28), and the four temperaments (29). The family's interest in medicine and natural philosophy is indicated by a manuscript, Opusculum de medicina ac legali scientia, by an anonymous author, which was donated to the Piccolomini Library in Siena by Andrea, Francesco's brother (30) . It is clear that the theory of the tetrads was a commonplace in the cultural consciousness of the Renaissance and familiar to Cardinal Francesco and his circle not least through textual sources in his manuscript collection.
What also emerges from Francesco Piccolomini's codices is the fact that physiology and theology were conceived of as a continuum, without disciplinal boundaries, since humoral theory was utilised to support dogmatic debate. A section of Pius II's autobiographical work I Commentarii, entitled separately De contentione Diuine Sanguinis inter Predicatores et Minores, describes his part and position in the ongoing controversy of the holy blood of Christ (31). This tract, which was despatched along with the other manuscripts for retention in the Piccolomini Library, shows that Pius subscribed to the theory of the four elements and the four humours and their equivalence. Having already cited Aristotle, Saint Augustine and Saint Bonaventure, Pius continues:
Aquinas favours this opinion in the fourth book of his Sententiae when he states that man is a microcosm, in other words a small world resembling the larger world, and that the humours are constituted in the human body in the same way that the elements are in the world at large: they are mixed together and are considered to be parts of a whole. Indeed in our bodies choler corresponds to fire, blood to air, phlegm to water, melancholy to earth (32).
Another treatise on the same subject was dedicated to Francesco Piccolomini, the Quaestio de sudore sanguinis Christi, written by the Sienese-born doctor and professor of morals at Pisa, Oliviero Arduino Michaelis. Here also contemporary physiological discourse and theological doctrine are interwoven without fear of incongruity (33). The point being reiterated here, as made elsewhere by Saxl and Kristeller, is that in the fifteenth and early sixteenth centuries natural philosophy and theology shared the same system of knowledge (34). Although not previously noted, the appearance of four temperaments iconography within the framework of the Piccolomini Library programme is unexceptional, given the broad acceptance of humoral theory in theological and physiological discourse.
The iconography of the temperaments is rooted in medieval and early Renaissance types, which occur frequently in series in technical treatises on medicine, manuscript illumination, calendars and fresco decoration. It is clear from the detailed study of Saturn and Melancholy by Klibansky, Panofsky and Saxl that textual and visual sources for the four temperaments were decidedly more common in ultramontane regions than in Italy (35). In stating that, 'In fifteenth century Italy … portraits of the four temperaments were practically unknown' (36), these authors appear to have been unaware that personifications of the temperaments appear in the extensive fourteenth century fresco cycle in the chapterhouse of Santa Maria Novella in Florence (37). Whether Cardinal Francesco had seen this particular mural is a moot point, however his exposure to the iconography of the four temperaments is assured by way of his protracted sojourns in Germany and Austria and his lifelong friendships and correspondence with humanists and clerics from the north (38).
For the purposes of demonstrating this iconographic tradition and its relationship with the two images in the Piccolomini library vault, reference will be made to three other sets of personifications of the four temperaments. Traditionally they may appear as single figures, sometimes on horseback, sometimes standing, as for example in Paris manuscript BN fr.19994 (Figures 9 and 10). In other instances they are shown in narrative form as a relationship between a man and a woman, as exemplified in an Augsburg calendar of 1480 ( Figure 11 ). The complicated iconography of the four temperaments was not systematically codified into all-encapsulating, single-figure personifications until the publication of Cesare Ripa's Iconologia in the late sixteenth century, referred to here in the Giuseppe Cesari edition of 1630 ( Figure 12 ). In all of these examples, each temperament is pictorially associated with its related element.
The figure of the sleeping Endymion (39) in the Piccolomini Library vault ( Figure 5 ) leans on his right side against a grassy mound, his head resting on a supporting right hand, propped up by his fore-arm against a rocky outcrop. This attitude is in stark contrast to that of Endymion in antique relief sculpture, which served as compositional precedent for many of the library vault compartments. An Endymion relief visible in Rome during the fifteenth and early sixteenth centuries ( Figure 13 ) typically shows, centre left, the muscular physique of the shepherd, semi-draped and fully reclining, with his upper torso twisted to face the viewer, and an arm thrown backwards in sleepy abandon, framing his backward-tilted head (40). The deviation from classical precedent in Endymion's pose in the frescoed image is clear. It is proposed that this deviation is significant; that the adopted pose of the Piccolomini Endymion was intended to signify the melancholic temperament.
As observed by Panofsky, when the fifteenth century artist sought a single-figure model to personify a temperament within a narrative image, he often turned to the traditional types of the Vices (41). The Acedia-type (Sloth), by virtue of his/her lack of physical activity, was assimilable as the melancholic temperament (42). The Piccolomini Library Endymion ( Figure 5 ), the somnolent shepherd leaving his animals unwatched, conforms to the Acedia-type: he is to be compared, for example, with the drowsing husband in the Augsburg calendar ( Figure 11 , bottom right), whilst, moreover, his position seated directly on the ground denotes the equivalence of the melancholic temperament with the element earth. The placement of one foot raised higher than the other came to denote, in later iconography, the melancholic's association with that element, see for example Ripa's Iconologia (Figure 12 , bottom right).
The author of the Teutscher Kalender (Augsburg 1495) writes of the melancholic temperament as follows:
He resembles the earth, for the earth is cold and dry; and his signs are the Bull, the Ram and the Virgin … it should be observed that the melancholic is lazy and of slow movement, for he is of a cold nature … (43).
It may or may not be coincidental that our painted Endymion is accompanied in the library vault image by a chaste goddess, a bull and a ram (sitting amongst the sheep). The inclusion of the bovine creature was in any case clearly intentional (44). Its appearance may also be connected with a belief that, due to the prevailing elemental conditions at the time of its creation, the ox was a melancholic animal (45).
The besotted Diana ( Figure 5 ) (46) alludes in the library vault to the sanguine temperament, which is traditionally associated with a certain weakness for love, as exemplified in the Augsburg calendar ( Figure 11 , top left). The blood, moist and warm, was co-essential according to the tetradic theory, with air and with springtime (47). In the Siena depiction, the flying Cupid and the Hora carrying her basket of flowers, common also to Diana and Endymion sarcophagus reliefs, may additionally here reflect these equivalences -Cupid signifying air through flight, and the Hora springtime (48). The sanguine temperament is frequently shown in trecento and quattrocento personifications as a falconer ready to partake in the chase, a metaphor for courtship and a reference to the element of air. This is seen for example in the Paris codex (Figure 9 , left). The choice of Diana the huntress to represent this temperament would thus be congruous with established iconographic association with the chase.
The crowning action of the air-borne Cupid in the library image, not deriving in this detail from classical Diana and Endymion precedent, echoes the action in the third of the frescoed istorie on the walls below, where Pius II is crowned with laurel by Emperor Frederick III ( Figure 14 ) (49). In the vault compartment, the crown is a token of Diana's love, generosity of heart being characteristic of the sanguine temperament, and the crowning motif a standard feature in medieval and Renaissance depictions of courtship ritual. The laurel wreath in the mural image and that in the vault have a shared meaning, since laurel was associated, through the myth of Apollo and Daphne, with both poetry and its perennial theme of unrequited love (50).
The preponderance of phlegm was understood to account for the phlegmatic temperament, which iconographic research has shown to be represented in diverse ways, as confirmed by Panofsky (51). The equivalences of the humour of phlegm were considered to be a cold-wet quality, the season of winter, the darkness of night and an association with the moon (52). All of these are compatible with a reading of Proserpine ( Figure 6 ) as representative of this temperament. The lunar symbolism of Proserpine is in any case consistent with the library conceptual programme (53). The association with water is indicated by the all'antica dolphin decorating the chariot directly beneath her. Her cascading hair, rippling garment and blue sleeves may be conscious devices to underscore this connection. Although Proserpine is traditionally and straightforwardly associated with spring, specifically its annual return, an association with winter and darkness is appropriate in the context of her abduction to the underworld by Pluto and the consequent sombre months that followed, according to the mythological account (54).
The iconography of the phlegmatic temperament was formulated to communicate a characteristic air of coolness and imperturbability. However, under the circumstances depicted in the vault painting, Proserpine's demeanour is far from calm. The gesture which links her nonetheless with the iconography of the phlegmatic temperament is the placing of her left hand in the region of her abdomen, a recurrent motif, seen for example in the Paris manuscript, folio 13r ( Figure 10 , left), as well as in Ripa's Iconologia (Figure 12 , bottom left). The placing, in the vault image ( Figure 6 ), of Proserpine's left hand in this position looks awkward and implausible in the context of the struggle against Pluto. It is also inconsistent with antique precedent: her left arm is usually trailing limply along the ground or thrust backwards, as seen on Cardinal Francesco's own antique sarcophagus relief, kept amongst his sculpture collection in Rome ( Figure 15 ) (55). This conscious re-arrangement of Proserpine's physical disposition in the painting to accommodate this symbolic posture is explained by the artist's intention to make reference to the phlegmatic temperament.
There is no ambiguity whatever in the traditional iconography of the choleric temperament. Yellow bile, co-essential with fire, heat and dryness, summer, mid-day and manly maturity, was considered to lead to a fiery temper (56). Depictions of the choleric temperament are normally unmistakable: those featuring two figures commonly show a man angrily striking and kicking a woman, exemplified, typically, in the Augsburg calendar ( Figure 11 , top right). Where only one figure serves, he is denoted by the unsheathing of a sword or dagger or the wielding of some kind of weapon, as seen for example in the Paris manuscript (Figure 9 , right) and Ripa's Iconologia (Figure 12 , top right). In the Piccolomini Library vault, Pluto carries off by force the struggling Proserpine, in close accord with both the mythological account and sculptural Rape of Proserpine iconography. There is no scope here for Pluto to display a choleric temperament by the established means of wielding a weaponhis hands are full! The entirely anomalous appearance of the shouting youth brandishing a club (visible at the left of Figure 6 ), rarely questioned in literature to date, now becomes explicable. This anachronistic, preposterously un-classical-looking, gesticulating boy has been inserted by the artist to ensure recognition of the choleric temperament. A comparison between this angry youth in the library vault image and the typical choleric male in the Augsburg calendar woodcut (Figure 11 , top right) reinforces this reading.
The argument that the four temperaments are alluded to in these four figures requires explanation of their significance within the whole library scheme. It is proposed that the figures of Diana, Endymion, Pluto and Proserpine are iconographically linked to the four temperaments in order to provide a visual exposition in the vault of the factors determining man's moral conduct, which is a fundamental theme in the narrative istorie on the walls below. Their signification can be established further. There existed a medieval tradition which allocated a relative, hierarchical value to each temperament (57). In the temperaments as alluded to in the Piccolomini Library programme, all four are, conversely, to be considered of equal worth. This conclusion is drawn with reference to the writings of the metaphysician and close friend of Pius II, Cardinal Nicolas Cusanus, and, more specifically, to a text written by Pius himself, which was despatched by Francesco for retention in the library.
Pius II and his nephew were close friends of Cardinal Cusanus until his death in 1464: thereafter Francesco Piccolomini continued to regard the German theologian as an authority (58). In his most important work, De docta ignorantia, Cusa specifically refuted the hierarchical interpretation of the elements of fire, earth, air and water. According to his cosmology, differences in all the various bodies of earthly existence are accounted for in terms of the different proportion in the mixture of the basic elements but all substances are of equal value. In accordance with his theory of microcosm and macrocosm, any difference in value is eliminated since all earthly phenomena reflect fully and equally the divine essence (59).
As a member of the Piccolomini circle, it is not surprising to find Cusa's view reflected in Pius's own writings. In the De contentione Diuini Sanguinis inter Predicatores et Minores quoted earlier, Pius II, having already referenced Thomas Aquinas's theory of microcosm and macrocosm, continues to explain that, whilst the elements can be mixed in various ratios on a small scale to constitute various earthly substances and conditions, when combined together they reflect the perfection of the whole universe. Similarly, lesser perfection in the different members and organs of the human body caused by the mix of humours in those members, becomes a perfect balance in the body as a whole (60). In including reference to the four temperaments in the library vault, the intention is not to condone or condemn one or another of them, but to provide a pragmatic visual exposition of man's condition.
The allusion to the temperaments exemplifies the role of the vault decoration in setting forth the pre-conditions for temporal, terrestrial, human experience (61). It remains to examine the relationship of the theory of the temperaments to the stucco relief of The Expulsion from Paradise and to the historical murals commemorating Pope Pius II's life.
During the twelfth century the theory of the four humours became assimilated into the Christian doctrine of the Fall from Grace, to account not only for illness and temperament but also to explain human propensity to vice (62). It was believed that before Adam had tasted the forbidden fruit of the tree of knowledge (63), he was immortal and sinless because he was constituted of only one fluid, namely blood. This was contaminated by the other three humours -black bile, yellow bile and phlegm -as a result of biting the apple. The equilibrium of his constitution was thus destabilised. Thereafter the temperament of each human individual was determined by a preponderance of any one of the four humours, the prevalence of which resulted in an inclination towards certain vices. The melancholic, for example, was considered prone to deceit, the sanguine to debauchery, the choleric to belligerence and the phlegmatic to laziness (64). The doctrine of the four humours thus explained in physiological terms why freedom from sin, along with immortality, was forfeited upon the Fall from Grace with the Original Sin of Adam and Eve.
In the theology of Saint Augustine, once the first sin had been committed, spotless virtue was no longer a possibility for humanity. Due to the universality of Original Sin, humanity, in his eyes, is shown to be a mass of the damned (massa damnata) which has turned away from God and towards the rule of self (65). According to his traducionist account, all souls are propagated from Adam's post-lapsarian soul, thus linking each soul to all previous ones in a kind of genealogical chain: Therefore the whole human race was in the first man, and it was to pass from him through the woman into his progeny, when the married pair had received the divine sentence of condemnation. And it was not man as first made, but what man became after his sin and punishment, that was thus begotten, as far as concerns the origin of sin and death (66).
Augustine makes clear, firstly, that Adam's committal of sin was not due to a creational defect but to a wilful act of disobedience, secondly, that the Original Sin would plague human history from beginning to end, and thirdly, that at the Final Judgment only a select few of the massa damnata may be saved:
Hence from the misuse of free will there started a chain of disasters: mankind is led from the original perversion, a kind of corruption at the root, right up to the disaster of the second death, which has no end. Only those who are set free through God's grace escape from this calamitous sequence (67).
The corollary of the banishment of the first parents from Paradise was the transition from an atemporal existence into temporality. In Augustine's philosophy of history, the Expulsion marked the very first moment of human history, the beginning of time as experienced by the human race. The Crucifixion and the Resurrection were events which took place at points within the chronology of the world (68). This stands in contrast to his view of the Creation, which occurred not in time, but 'in the beginning' (principium)(69). The 'beginning' he interpreted as the divine Word, the uncreated Wisdom. All things were created simultaneously, in the beginning, at the same time as the creation of time itself, but not within time: 'Without doubt the world was not made in time, but with time' (70). The Genesis story should not be thought of …in a childish way, as though God exerted himself by working. For he spoke, not with an audible and temporal word, but with an intellectual and eternal word, and the things were done (71).
Hence the Creation had no temporal duration, as explained simply by W A Christian in his analysis of the meaning of history for Augustine:
Thus [for Augustine] the original coming-into-being of the world of changing creatures 'begins' the temporal process and does not fall within that process (72).
The stucco relief of The Expulsion from Paradise thus marks the moment when man first steps across the threshold into temporal experience, the very beginning of human history (73), the scene inherently signalling its causative event -the Fall of Manwhich would blight human existence and which necessitated the work of redemption carried out by Christ and continued by the vicars of His church, Pope Pius II amongst them.
There can be no doubt of Cardinal Francesco's thorough familiarity with the theology of Saint Augustine. He was the owner of at least two richly illuminated tomes of De civitate Dei, one inherited from the estate of Gregorio Lolli Piccolomini, his uncle's secretary (74), and another decorated by a miniaturist in 1464 specifically for Francesco himself (75). Ownership of this work was by no means rare: the inventories of monastic libraries and of book collections of humanist scholars commonly include this title. Valued as an author of the late classical period, the texts of this Latin doctor of the church were studied avidly by fifteenth century humanists for their literary quality as well as for their theological content (76). Cardinal Francesco's closest colleagues within the Sacred College were cardinal protectors over, or patrons of, the Augustinian orders in Rome; his humanist circle included accomplished writers and orators from within the Augustinian Hermits and his curial duties, as well as his friendships, brought him into contact with the convent of Sant'Agostino in Rome, only minutes' walk from his home. (77) The relevance of Augustine's theology to the iconographic programme of the Piccolomini Library is attested to by the appearance of that saint within the library decoration. Surrounded by grotteschi within the central pendentive on the east CHECK side can be seen a small monochrome vignette of Augustine wearing his bishop's mitre ( Figure 16 ), depicted as a scholar poring over his books (78). Divorced here from the other three Latin doctors of the church, in whose company he is usually shown, he appears instead amongst grisaille cameos of all'antica battle scenes (79). Augustine's sole appearance is thus significant. The apparently disparate nature of the various elements of the Piccolomini Library decoration, remarked upon earlier, gain thematic coherence once understood in the light of the writings of Saint Augustine and of his fifteenth century followers.
In De civitate Dei, Augustine weaves his philosophy around the dialectic of two metaphorical cities, the earthly city and the heavenly city, the former referring to the transitory, sensible realm of existence, the latter to atemporal eternity where the soul can be forever re-united with God. Reflecting the duality inherent in Neoplatonism and founded on man's innate longing for union with the creator, Augustine develops in De civitate Dei a political philosophy for peace (pax) and social order (ordo) within temporal existence. Seeking a system which is driven, not merely by an obligation to follow a social contract, but by fundamental human necessity -the yearning felt deeply within each individual -Augustine proposes the re-orienting of true love to its divine source as the restorative measure in re-attaining the harmony lost through Original Sin (80). Saint Augustine's theology played a fundamental role in the formation and development of the thought of Nicolas Cusanus. Augustine's ordo and pax correspond to Cusa's theory of popular consent in his early work, De concordantia catholica, a justification for, and proposed organisation of, political authority within Church and empire, based on the attainment of unity, peace and social harmony. Following Augustine and the Fathers, Cusa believed that by the Fall from Grace man passed out of a state of nature and into a state whereby men would be governed by men: the powers-that-be are, however, ordained by God. Political authority became necessary because of man's Original Sin, and this was at the same time a partial remedy for the consequences of that sin (81). Although rarely found in Italian libraries, De concordantia catholica was represented in Cardinal Francesco's collection (82). His thorough familiarity with this text, which he studied in the course of his curial and ecclesiastical reform activities on behalf of Pius II, Sixtus IV and Alexander VI, is attested to by his marginal hand-written notes on his manuscript copy (83).
A connection between the four temperaments and political organisation is made explicit in De concordantia catholica. Writing on statecraft, Cusa uses the analogy of a living body under the influence of the four humours:
The king therefore must be a lute-player, who well understands … how to preserve harmony … and how to tune the string neither too high nor too low, so that through the combined tone of them all a companionable harmony sounds …. For that reason it is the business of the ruler, like a wise doctor, duly to keep the body of the state healthy, so that the vital spirit, "per proportionabile medium", can be at one with it. He may observe that one of the four vital humours goes beyond or lags behind right proportion in the combination, and that thereby the body is estranged from its proper combination. This may occur through an excess of covetous melancholy, which gives rise to the most varied pestilences in the body -usury, fraud, deceit, theft, pillage, and all the arts by which great riches are won not by work but only by a certain deceitful craftiness, which can never exist without doing harm to the State; or again it may occur through choleric dissensions, wars, factions and schism, or through sanguine ostentation, excess, debauchery and suchlike, or through phlegmatic sloth in all good works, in the daily toil for existence and in the defence of the fatherland. Then the body becomes paralysed, feverish, swollen up or bled dry; then must he seek a remedy, consult books, and give ear to the wisest State physicians … (84).
Cusa's broad conception of microcosm and macrocosm, which permeates his entire philosophy, is clear. Both Cusa and Augustine, in De concordantia catholica and De civitate Dei respectively, interrogate man's basic impulses to arrive at a political philosophy, understanding that these must be thoroughly understood and regulated to achieve the twin attainment of personal righteousness and political stability.
Within the Piccolomini Library scheme, the theory of the four temperaments alluded to in the vault is not a retardataire vestige of encyclopaedic scholasticism, but is fundamental to the dominant themes of the historical narratives on the walls below, namely of human moral behaviour and political government. The conceptual relationship between vault and wall imagery is clearly exemplified by the typically Pinturicchiesque detail in the right-hand background of the third istoria, where a wifebattering choleric is silhouetted against an azure sky ( Figure 14) .
The painted episodes from the life of Pius II, to which attention will briefly now be turned, invite comparison with other papal istorie. Earlier and contemporaneous examples traditionally celebrate their subject as the embellisher par excellence of Rome, as the inaugurator of buildings and public works, as patron of the arts, as granter of indulgences and privileges, as receiver of royal visitors kneeling to kiss the papal foot (osculum pedum) and as performer of posthumous miracles. Typically in such istorie the foremost qualities of the pontiff are delineated as his philanthropy and his superiority over temporal leaders (85). The historical narratives on the walls of the Piccolomini Library are to a large degree at variance with the traditional pattern (86): the portrayal of Aeneas Piccolomini's career, as secretary, ambassador, bishop, cardinal and finally pontiff, is engineered to place emphasis on his diplomatic missions and his role as a skilled politician. Pius's efforts are shown, as indeed they largely were, to have been channelled above all into bringing about a crusade against the Turks. His ultimate aim was thus to effect within the res publica as a whole the Augustinian principles of ordo and pax, by Divine Grace (87). This can be exemplified in the eighth narrative image of the library decoration, the depiction of the Congress of Mantua of 1459-60 ( Figure 17 ).
In De civitate Dei, Adam's Original Sin results, for the whole of humanity, in the derangement, disorientation and incompleteness of love: the world is a realm of moral danger where human will attaches itself easily and erroneously to transitory objects (88). Forgetting that heaven is his true home -that he is merely a pilgrim on a temporary and temporal, earthly journey -man lives by the 'standard of the flesh' instead of the 'standard of the spirit' (89). In the eighth episode from the life of Pius II (Figure 17 ), Aeneas, now pope, brings to a crescendo the cause for which he has worked since the Fall of Constantinople. Pius II is pictured patiently and tirelessly exhorting the ambassadors of emperor, princes, dukes and heads of state at the Diet of Mantua to unite in a holy war for the salvation of the Christian faith, cognisant that only the joint forces of the whole of Christendom could take on the might of its Turkish foe (90). Deploying his famed oratorical skills, Pius is shown urging and coaxing the great temporal leaders to realign their loyalties and longings to the 'heavenly city', to weigh the immediate mercantile and political pre-occupations of the 'earthly city' against the loftier concerns of restoring Constantinople to Christianity and of effecting peaceful re-union of east and west. In the historical event however, critical local conflicts, pressing power politics and more immediate economic concerns took precedence in the minds of the delegates at Mantua: Pius's urgent oratory promoting his noble cause fell on reluctant ears. In the absence of solidarity, sufficient funds, militia or commitment, the congress dissolved without a meaningful resolution. The image reflects the important themes of the library programme: the moral frailty of humankind following Original Sin, the consequent calamitous course of human history, the working out of Divine Providence, the singular example of Pope Pius II working resolutely for the civitas Dei, and Divine Grace through which Pius will be saved at the Last Judgment (91).
In the closing image (Figure 18 ), the ageing pontiff, disabled by gout and failing in vigour, is pictured at Ancona on the verge of setting sail to lead his crusade, as an example to those who might follow and a martyr to the cause (92). His departure never took place: Pius died there whilst preparations were still in progress. His final apologetic words uttered on his deathbed are paraphrased in the inscription above the Expulsion from Paradise relief, 'I have offended God and posterity. To both I am in debt though neither are to me' (Figure 4 ) (93). For Augustine, humility is a crucial factor in man's moral conduct and it is of intentional symbolic significance that Pius's final humble words, belonging to the timeframe of the ultimate frescoed image, make reference back to Original Sin by appearing above the stucco relief of The Expulsion from Paradise.
Adam's transgression, in Augustine's account, took place because of pride, self-love, the 'fountainhead of all evils' (94) . 'That is why', Augustine tells us, 'humility is highly prized in the City of God … In one city love of God has been given first place, in the other, love of self' (95) . Augustine censures Adam, not only for his pride in over-ruling God's command, but also for his pride in the search for an excuse for his sin, for trying to place the blame for the eating of the apple onto the woman, and censures Eve for blaming the serpent. 'There is not a whisper anywhere here for a plea for pardon', Augustine laments (96) . The inscription paraphrasing Pius's final words brings the historical narrative full circle by appearing above the scriptural moment when temporal human history was initiated. The sculpted relief, depicting the dramatic moment of Adam and Eve's expulsion from the Garden of Eden, an image spelling out the consequences for mankind of human pride, is crowned by Pius II's final declamation of humility, testament to his worthiness as a Vicar of Christ.
Renaissance humanism, primarily a literary movement based on the recovery of ancient culture, faced the problem of reconciling its anachronistic ideals with a world of acute religious anxiety in its need for moral reform. Re-appraising medieval intellectualism on the grounds that it distracts from the practice of morally upright conduct, the humanists found normative models in the Greek and Latin church fathers, whose writings contained the desired combination of practical theology and eloquent expression. Saint Augustine attracted particular philological attention, not least for his voluntarismhis perception that the will is the vehicle by which man could choose moral or immoral action. Because the will thus had to be influenced to a course of rectitude and faith, Saint Augustine was admired, equally, for his linguistic ability to persuade, through the use of eloquent Ciceronian Latin.
Extant codices from Cardinal Francesco Piccolomini's book collection reveal his typical interest, as a scholar of the studia humanitatis, in historiography and oratory (97) . Given his role within the Sacred College, it is unsurprising to discover there also works of ecclesiology and papal history. Saint Augustine's writings naturally are represented, whilst dedication manuscripts confirm Francesco's contact with members of the Augustinian order. These interests are characteristic of Roman humanism and would be found amongst other informal academies in Rome (98) . The character of Cardinal Francesco's academy, however, must have been quite distinctive, both for its Neoplatonist orientation (99) and for the strong German and Sienese contingent amongst his familia (100). All of these factors can be seen, to a greater or lesser extent, reflected within the programme of the Piccolomini Library: Augustinian 'rhetorical theology' (101), papal history, medical discourse and ultramontane iconography (102) . The Piccolomini Library decoration makes sense, finally, when viewed in the light of Cardinal Francesco's zeal for moral and church reform, documented in contemporary records and evidenced by his copious, hand-written notes in the margins of Nicolas of Cusa's De concordantia catholica and Reformatio generalis (103) . The decorative programme was conceived, from within Francesco Piccolomini's intellectual circle, in the language of church renewal rhetoric.
In the Piccolomini Library, the pre-conditions for human experience -the creation of the physical environment, of temporality and of the factors which regulate human behaviour (104) -are allegorised or alluded to in the vault imagery, where lunar symbolism is given prominence to serve as Piccolomini family propaganda. Reattainment of God's order which had subsisted in Paradise, could only, in Augustine's theology, be achieved by establishing on earth the harmony lost through Original Sin. That defining moment when paradisiacal, sinless existence was replaced by a finite lifetime of toil, sorrow and pain is marked in the Piccolomini Library decoration by the fulcrum of the Expulsion from Paradise relief. This represents also the beginning of human history. A specific period of recent human history, namely the adult life of Aeneas Piccolomini, is played out episodically in the ten main mural narratives, exemplifying the ramifications of Original Sin in lived experience, including man's moral frailty and his misdirected loyalties. Against this backdrop, Pope Pius II is commemorated as the humble paragon, by Divine Grace, of Augustinian principles, whose righteous example will, in the fullness of time, be seen to inaugurate a return to the golden age of Ecclesia.
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For their guidance in the writing of this article, my thanks go to George Noszlopy, to David Hemsoll and to the editor and anonymous readers of Renaissance Studies, as well as to the British School at Rome, which facilitated part of the research. The article has developed from studies undertaken for a forthcoming doctoral dissertation at the University of Central England in Birmingham, aspects of which were presented in a paper at the British School at Rome in February, 2003. I would like to thank Carolinne White of Oxford Latin and Lois Beaumont for their assistance with points of Latin. Any mistakes are my own.
( In order to counter in the melancholic the effects of dryness, it was recommended to place on his/her head the leaves of plants of a watery nature; Panofsky, op cit (n22), 163. Diana, in her passion for Endymion, may be attempting to correct the imbalance of humours which is causing her lover's prolonged indisposition. (51) Ibid, 159. Whyte too writes that, 'There is some confusion about the derivation and transmission of the epithet phlegmatic', op cit (n21), 57. The author's own findings substantiate this. The phlegmatic character offered little scope for artistic interpretation and sometimes exchanged its iconography with the sanguine. According to one convention, the phlegmatic couple play instruments harmoniously together to denote their unruffled temperaments. In other cases, for example, in a manuscript in the British Museum (codex BM Add MS 17987, a calendar from the Upper Rhine of 1446, folios 226 and 227), the sanguine couple play instruments, since 'music be the food of love'. The phlegmatic couple in this manuscript sit instead in composed discussion. It will similarly be noted that in the Ripa reproduction (Figure 12 ), the sanguine (rather than the phlegmatic) is shown playing a lyre. 
